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CHAPTER 1. INTRODUCTION 
"Our students are not entering careers as art historians. 
Consequently their needs from art history are different and 
should be addressed." (Survey response) 
In the fall of 1998 I had the opportunity to teach the history courses for the interior 
design program at Iowa State University. Although only a graduate assistant, I was given 
full responsibility for planning and executing the required two-semester sequence. I was 
taking over the second half of the sequence, with only several weeks to prepare, so my first 
instinct was to follow the previous instructor's lead. This proved somewhat difficult as the 
instructor had taken a thematic approach to the subject, a method developed over a period of 
several years, and I was not familiar with that method. However, the class progressed well 
enough, with the students generally happy with my efforts according to the course 
evaluations. 
When I began the new sequence of courses the following spring I planned to use the 
more familiar chronological approach, assuming an interior design history text would direct 
the course development and selection of content. I reviewed a variety of available interior 
design history texts and found myself overwhelmed by the amount of information in them. 
The course only met for seventy minutes twice a week, and it was difficult to decide what 
information to include. I had assumed I would have to consult some other books for 
additional information but "some other books" turned into several for each class. 
2 
I looked for some direction in the many articles on interior design education in 
professional journals to help define the content of the course. Articles on educating student 
designers were plentiful, but there weren't many that talked about what to do in an interior 
design history course. Even a review of the standards interior design programs follow for 
accreditation proved useless, as they only list the primary content areas of art, architecture, 
interiors and furnishings. As a result my first teaching experience was frustrating. I was 
helped by the fact that I had previous experience assisting with History of Design courses, 
but the more I learned the more I wished I knew. 
I was also frustrated by the way both students and some faculty saw the history course 
as less important than the more technical courses and design studios. Students put more 
emphasis on studio projects than preparing history assignments, reflecting this attitude, and 
would often opt to miss the history class to work on other things. In one instance I had over 
twenty students ask if I would consider postponing the exam they were about to take because 
they had not been able to study for it due to an upcoming project deadline. The connection 
between the studio and history course was nearly non-existent, save for a single project 
involving the design of a life-size chess set in the vein of a period style. This only added to 
the task of convincing students of the important information they were missing from the 
history course, and what this knowledge could do for their career. 
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My experience led me to ask questions about what I was teaching and why I was 
teaching it. What is interior design history? What purpose does it serve for interior design 
professionals? How should it be incorporated in interior design education? These questions 
began my research. 
Justification for Research 
The primary focus of Interior Design for the past several decades has been to establish 
itself as a separate, independent profession deserving recognition for its impact on the public 
welfare, thereby requiring licensing. Educational programs accredited by meeting the 
Foundation for Interior Design Education and Research (FIDER) Standards and Guidelines 
have been one way of achieving these goals. FIDER is the governing board for accreditation 
of Interior Design programs, and is commonly recognized as the leading agency to establish 
educational guidelines. 
The accreditation system used by FIDER was updated in 2000 to reflect changes to the 
profession and in postsecondary education. It consists of a set of twelve standards peer 
judges use to evaluate a program's performance in specific areas. The first eight standards 
focus on the curriculum or "educational content" and the remaining four address areas that 
affect "educational quality" such as the faculty, facilities and administration. Standards are 
considered "general expectations"; they give an idea of the required output but not how to 
accomplish it. Each standard includes a set of indicators, which " provide an instrument, or 
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performance criteria, for determining whether a program complies with the standard" 
(FIDER, 2000). Indicators are ranked in importance by the inclusion of the qualifier 
"MUST" or "SHOULD" to let programs know which indicators are necessary to meet to be 
compliant with the standard. Those with a "MUST" are required for compliance, those with 
a "SHOULD" are recommended but not required. 
The indicators are well developed in most of the Standards, but by comparison the 
indicator specific to history is lacking in structure and definition. For example, the subject of 
history is considered part of Standard 2: Design Fundamentals. The first indicator in this 
category relates specific sub-categories of design fundamentals such as design elements, 
color principles and theories of design, with examples of key topics for each. In contrast the 
indicator unique to history states only that "students MUST demonstrate understanding of 
history in architecture, art, interiors and textiles." No additional key topics are given (FIDER, 
2000). Understanding is defined as "a thorough comprehension of concepts and the ability to 
demonstrate their interrelationships" (FIDER, 2000). But which concepts from history are 
important to interior designers? How do faculty decide what to include in the history 
sequence? How will the FIDER teams judge this in student work? What criteria will be 
used? 
This issue has also been discussed within professional circles in light of the announcement 
by the National Council for Interior Design Qualification (NCIDQ) that questions about 
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history would no longer be a part of their qualification exam, starting with the new format 
that was introduced in October 2000. The exam is used by many states as a requirement for 
attaining professional certification as an interior designer, as well as for professional 
membership in industry organizations. The change in format was based on the findings of the 
comprehensive Analysis of the Interior Design Profession completed at the request of the 
NCIDQ in July 1998. The NCIDQ then worked with Columbia Assessment Services, Inc. 
(CAS) to "revise the NCIDQ examination program with the goal of providing the most up-to-
date and appropriate examination possible" (NCIDQ, 2000). The exam now focuses only on 
issues of public safety, so that "100 percent of the new exam measures knowledge that is 
directly or indirectly related to health, safety and welfare issues ... " (Jensen, 2001, p. 150). 
Obviously the study of history is not directly related to these categories, but it is still 
considered important enough to professional education by FIDER to rate its own targeted 
indicator. 
The NCIDQ Analysis also contains significant reference to the need for the profession to 
focus on "identity vs. perception." It highlights the importance of addressing client needs, 
and using a knowledge base that applies "existing knowledge of culture and patterns of use to 
understand the particular needs of a client in a given context" (NCIDQ, 1998, p. 15). Where 
will students get the "existing knowledge of culture and patterns of use" to apply in their 
design work if not from history? And how can a course typically saturated in facts and 
figures of the past be useful in the development of the identity of the profession? 
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If we look to our closest allied profession we can find one answer. The education of 
architects is founded on history education, particularly in America. In the late 1880's, 
"architectural history courses legitimated professional training within the country's liberal 
arts universities" (Wright, 1990, p. 17). The inclusion of dedicated history instruction within 
the architectural education program often resulted in their programs being moved out of their 
original location in schools of engineering. "History gave them autonomy and legitimacy 
within the academic setting (Wright, 1990, p. 17). Most importantly it gave architects 
credentials their prime competitors, the builders and carpenters, did not have. It elevated 
their status to that of a professional in the eyes of society. 
I recognize the need for history to be a central value in the interior design profession, 
and the difficulty I had finding out what to teach and how to teach it inspired me to focus on 
this issue. This study will be the first step toward identifying what constitutes the history of 
the interior, and how this information can be used to increase our professional standing in 
society. In the course of this research, valuable information will be gathered that can be used 
for practical purposes such as directing the contents of future course resources. It may also 
serve the profession, leading perhaps to a refinement of the history indicator in the FIDER 
standards, as well as a better understanding of the role history can play in professional 
development. 
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Statement of Problem 
A review of past theses and dissertations listed in the Journal of Interior Design (JID, 
formerly JIDER) and on library databases revealed a lack of research in either defining 
history's role in interior design education or establishing content for its history courses. 
Many published research articles written about history discuss the method of relating 
information to the student, not the content to be related. Other studies focused on how 
history as a knowledge category relates to other knowledge categories, by surveying 
employers and asking them to rank the categories in order of needed competence (Hardy & 
Kriebel, 1984; Douthitt & Hasen, 1985; Baker & Sondhi, 1989). The studies showed that 
history and its related topics generally placed in the lowest rankings. 
In 1998 a special edition of the J oumal of Interior Design (JID V .24, n.2) focused on the 
state of interior design history, featuring articles and focus reports written by several 
instructors from a variety of programs (Jennings, et al, 1998). Each article suggested new 
ways to relate historical information beyond that of visual stylistic categorization, many 
supporting a more thematic approach. It was evident from the articles, which included test 
cases, that instructors are trying a variety of teaching methods to accomplish this goal, but 
the content of the courses described varied widely. These articles raise several questions. 
What information from history is being taught to interior design students? How is course 
content selected? What constitutes interior history? In the attempt to make the history 
course connect with activities in design studios, to prove its usefulness to interior design 
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education, and perhaps to make it more palatable and interesting to the students, how has the 
content been changed? Are students still getting the core education needed to support their 
later careers? 
Purpose of the Study 
This study is not about how interior design history is taught. Although some 
information about teaching methods is necessary to understand the complete picture of what 
is taking place in the classroom, it will not receive significant attention. It is not really about 
who is teaching it either. Again, information about instructors will increase the clarity of the 
situation, but will only be considered in its relation to the whole. 
The main goal of this study is to present a grounded theory of interior design history that 
is based upon research examining the current content of existing courses at accredited 
interior design programs. This research will explore similarities and differences in course 
content in an attempt to define a general content for interior design history courses at FIDER-
accredited programs, and to see if a more defined guideline needs to be written regarding 
history for the FIDER standards. 
9 
CHAPTER2. METHODOLOGY 
Because qualitative methods are oriented towards exploration and discovery, a 
qualitative approach was the most appropriate method for this study. This chapter will 
describe the research design and explain the data collection and analysis methods. 
Naturalistic Inquiry 
One of the major themes of qualitative research is naturalistic inquiry, which defines the 
viewpoint the researcher takes toward that being researched. In his book, Qualitative 
Evaluation and Research Methods (1990), Michael Quinn Patton writes: 
Qualitative designs are naturalistic in that the researcher does not attempt to 
manipulate the research setting. The research setting is a naturally occurring event, 
program, community, relationship, or interaction that has no predetermined course 
established by and for the researcher. Rather, the point of using qualitative methods 
is to understand naturally occurring phenomena in their naturally occurring states. (p. 
40-41) 
In other words, the investigator minimizes his or her manipulation of the study setting 
and does not place constraints on the potential outcomes of the research. Throughout this 
study I have attempted to follow this theme by selecting methods and techniques to support 
open, emerging flow of data and results. 
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Literature Review 
One of the significant differences between qualitative and quantitative paradigms 
involves how the researcher addresses the literature review. Relevant literature can help 
focus the study, but it can also present a problem to naturalistic inquiry because "it may bias 
the researcher's thinking and reduce openness to whatever emerges in the field" (Patton, 
1990, p. 163). The researcher is supposed to rely on their own theoretical sensitivity to 
generate relevant categories from the data. "An effective strategy is, at first, literally to 
ignore the literature of theory and fact on the area of study, in order to assure that the 
emergence of categories will not be contaminated by concepts more suited to different areas" 
(Glaser and Strauss, 1967, p. 45). Therefore my initial literature review focused only on what 
has been done previously with this issue, and on learning about the various methods used in 
qualitative research. I delayed any further literature review until after data collection was 
complete and analysis was underway. 
Research Design 
The existence of an accreditation process for interior design programs provided the 
study with a ready-made, defined population to use for the study. It was an ideal setting in 
that a) entry was possible; b) there was a high probability that a rich mix of the processes, 
people, programs, interactions, and structures of interest were present; c) the researcher was 
likely to be able to build trusting relations with the participants in the study; and d) data 
quality and credibility of the study were reasonably assured (Marshall & Rossman, 1999, p. 
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69). Accredited programs exist in a wide variety of departments and colleges, ranging from 
Art and Design to Architecture to Home Economics to Agriculture. They also represent a 
broad range of focus and objectives. Therefore it was decided to include all programs in the 
study to get the clearest picture of the existing situation. Although geographical and 
economic limitations denied the possibility of personal observations at various programs, the 
limited number of schools involved and the use of questionnaires and submitted documents 
allowed all 122 accredited programs to be included in the study. 
The procedure for contacting potential participants was created using a process outlined 
in Don Dillman's Mail and Internet Surveys: the Tailored Design Method (2000). The book 
gives several proven suggestions for achieving high response rates through the proper 
construction and delivery of the questionnaire. Electronic mail was chosen as the primary 
delivery and response device because the targeted survey population was made up of 
university faculty assumed to regularly use or have access to e-mail (Dillman, 2000, p. 356). 
This method also cut down survey costs, and made it quicker and easier for respondents to 
reply (Dillman, 2000, p. 352). The questionnaire was prepared to be respondent-friendly, 
respondents were to be contacted multiple times following a specific sequence, and the 
correspondence was personalized (Dillman, 2000, pp. 150-151). 
Decisions about qualitative research evolve with daily occurrences instead of being 
finalized before data collection begins. Consequently, even though researchers may design 
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the method at the beginning of the study "a qualitative design unfolds as fieldwork unfolds. 
The design is partially emergent as the study occurs" (Patton, 1990, p. 61). In this case it was 
discovered after the first attempt to contact the program directors that the use of electronic 
mail was not successful in reaching a portion of the programs as assumed in the original 
design. Therefore I decided to prepare a packet containing the same materials as the 
electronic mail to be delivered by postal mail to the programs I was not able to reach to 
increase the response rate. 
Each participant was contacted up to five times through electronic or postal mail. 
Multiple contacts have been shown to be more effective than any other technique for 
increasing response to surveys by mail (Dillman, 2000, p. 155). Each email contact was 
personalized with the respondent's name, to avoid the use of a mass mailing list and protect 
the privacy of the individual by not revealing their email address (Dillman, 2000, p. 368.) 
The messages were kept brief, to decrease the time needed to understand what was being 
asked of the respondent, and to increase the chance of a quick response (Dillman. 2000, p. 
368). Respondents were also given instructions on alternate ways they could respond to the 
request, by printing out the questionnaire and returning it by fax or postal mail (Dillman, 
2000, p. 369). 
The first contact was a pre-notice alerting the participant to a forthcoming survey. The 
pre-notice is of significant importance to the success of electronic mail surveys because 
13 
messages are generally quickly discarded, often before the entire message is read (Dillman, 
2000, p. 368). The pre-notice not only informed the participant the survey was coming, but 
reinforced the importance of their response. The second contact was a formal request for the 
recipient to participate in the study along with the questionnaire and instructions for 
responding. If the participant responded, a thank you was sent as the final contact. If the 
participant did not respond, a replacement questionnaire was sent along with a reminder of 
the deadline for responding. The fifth and final contact was sent notifying the respondent of 
the approaching deadline for participation if no previous response was received. (See 
Appendix B for the contact mailings.) 
To develop a mailing list of participants for the study, an initial request was sent via 
electronic mail to the program directors of all accredited Interior Design educational 
programs, as published in 2001 by FIDER. Program directors were asked to submit the 
names and contact information of faculty for the study, or to forward the request to the 
faculty themselves so they could respond directly. The only requirement for participants was 
that they taught any history course required for graduation from their undergraduate program 
during the 2001-2002 school year. As mentioned previously, accredited interior design 
programs reside in a variety of educational situations, with different degree formats and a 
broad range of focus. No attempt was made to differentiate between the programs based on 
either school type or program length. All individuals participating in the study were 
affiliated with a program accredited by FIDER. If a program did not submit a faculty name 
14 
after the initial request, a packet of the same materials was prepared and sent to the program 
director via postal mail, to be forwarded to potential study participants at their school. 
Once the mailing list had been prepared, a formal request was sent to the potential 
participant either by electronic or postal mail outlining the requirements of the study and 
asking them to take part. Each participant was asked to submit specific course documents for 
every required history course they taught for an analysis of their content. They were also 
asked to complete a short questionnaire and return it with the submitted documents. Self-
addressed envelopes with pre-paid postage were available upon request to help increase the 
number of respondents. Submission of the documents served as consent for participation. 
Data Collection 
Qualitative inquiry aims to capture the richness of people's personal experiences using 
their own words, with understanding and meaning emerging from detailed, in-depth analysis. 
Two different collection instruments were used to uncover these personal experiences, a 
questionnaire and submitted course documents. 
It is important to note that as the researcher is the primary instrument for data collection 
and analysis, all data is mediated through this human instrument (Creswell, 1994, p. 145) and 
therefore is subject to the researcher's bias. The ideas I brought to the study are called 
sensitizing concepts, which "give the analyst 'a general sense of reference' and 'provide 
15 
directions along which to look' (Blumer 1969:148)" (Patton, 1990, p. 391). My prior 
experience with history teaching was valuable in knowing which methods would best locate 
the information needed to explore the research questions. 
Prior to any data being collected the Iowa State University Human Subjects Committee 
approved the research (See Appendix A). 
Questionnaire 
The questionnaire itself was prepared along the guidelines presented in the Dillman 
(2000) book. Since it was to be self-administered, questions were kept short and phrased in 
simple language (Dillman, 2000, p. 51 ). The length of the survey was limited to twelve 
questions, the minimum necessary to get the desired information. Questions were asked in a 
logical order, progressing from those asking for a ready-made answer, such as "What is your 
academic rank?" to those asking for a broad opinion response, such as "Why did you choose 
this book?" (Dillman, 2000, p. 86-87). See Appendix D for the questionnaire. 
The first section of the questionnaire was composed of eight closed questions with 
ordered response categories (Dillman, 2000, p. 44), which were used to collect facts about 
general course characteristics, such as how many semesters of history were required in each 
program and what type of student evaluation was used. They also pro-wided background 
information establishing a general understanding of who is currently teaching interior design 
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history, asking about the instructor's academic rank and educational background (i.e. art 
history vs. interior design). 
The second section contained four open-ended questions. Open-ended responses permit 
one to understand the world as seen by the respondents. They enable the researcher to 
"understand and capture the points of view of other people without predetermining those 
points of view through prior selection of questionnaire categories" (Patton, 1990, p.24). 
Three questions were directed at the text(s) that the participant required in their courses, 
asking which book(s) they used and collecting opinions about why they used them. The 
fourth question asked for opinions about how the study of history benefits interior design 
education. 
The Iowa State Statistical Laboratory assisted in the writing of the questions for the 
survey instrument. 
Syllabi and other documents 
Analyzing data inductively builds theory from the bottom up, a method referred to as 
grounded theory (Glaser & Strauss, 1967). "Essentially, grounded theory methods consist of 
systematic inductive guidelines for collecting and analyzing data to build middle-range 
theoretical frameworks that explain the collected data" (Charmaz, 2000, p.509). Themes and 
categories emerge from the data, and patterns are uncovered Grounded theory methods don't 
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focus on specific data collection techniques, but outline analytic strategies that develop, 
refine, and relate concept categories. The strategies of grounded theory include (a) 
simultaneous collection and analysis of data, (b) a two-step coding process, (c) comparative 
methods, (d) memo writing aimed at the construction of conceptual analyses, (e) sampling to 
refine the researcher's emerging theoretical ideas, and (f) integration of the theoretical 
framework (Charmaz, 2000, p. 510). 
Each participant was asked to submit a syllabus, reading list, and course schedule for 
each course they taught by either electronic or postal mail. Using electronic mail minimized 
the time and effort required of the respondent for participation, thereby increasing the 
chances that an instructor would respond to the request (Dillman, 2000, p. 372). The 
individual respondent was also free to include any other documents he or she thought were 
significant to their course. Based on my previous teaching experience, I assumed these 
documents would contain information pertaining to the intended content of the course. They 
also offered a sense of the context surrounding the course. "As such, the review of 
documents is an unobtrusive method, rich in portraying the values and beliefs of participants 
in the setting" (Marshall & Rossman 1999, p. 116). 
The documents submitted to the study by individual programs were gathered in three-
ring binders according to school name. These were placed in alphabetical order to ease 
retrieval of specific information and to aid in combining data from both research instruments. 
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Data Analysis 
Questionnaire 
Data collected using the questionnaire research instrument was analyzed in two separate 
sections. The answers to the closed questions were recorded on a master response sheet and 
tabulated to give a clear picture of which answers had the most responses (See Table 1). 
These tabulated results were used to create a composite of the general history course and its 
instructor. Each participant's responses to the open-ended questions were first recorded on 
individual response sheets. The open-ended responses were then also recorded by the 
individual question. 
One of the assumptions of the qualitative tradition is that the researcher is not removed 
from the process, but interacts with that being researched (Marshall & Rossman, 1999. pp. 
79-80). Qualitative inquiries are assumed to be value-laden and biased, therefore my 
impressions and interpretations of the data from the open-ended questions will be different 
than they might have been if I had not had the classroom experience teaching interior design 
history. 
Open-ended questions provided the study with a variety of responses that were analyzed 
individually in relation to the other data and submissions from the respondent. They were 
also analyzed in conjunction with the entire group of open-ended responses to find similar 
themes, opinions and values. Memo writing was used to record my thoughts as they 
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developed during the analysis, as well as to note distinctive opinions or comments of interest 
as they appeared. These memos were considered later in the final analysis of all the data 
collected. Memo-writing helps researchers: (a) to grapple with ideas about the data, (b) to set 
an analytic course, (c) to refine categories, (d) to define the relationships among various 
categories, and (e) to gain a sense of confidence and competence in their ability to analyze 
data (Charmaz, 2000, p. 517-18). 
Syllabi and other documents 
Qualitative research is inherently an inductive process, not used to test theory but to 
discover it. Inductive analysis begins with specific observations and builds toward general 
patterns. Categories or dimensions of analysis emerge from open-ended observations as the 
evaluator comes to understand program patterns that exist in the empirical world under study 
(Patton, 1990, p. 44). Themes, categories and variables are not defined prior to analysis; 
instead they are labeled using the language from the data itself. 
The data collected in this part of the study were analyzed using the constant comparative 
technique to inductively discover theory from data (Glaser & Strauss, 1967). This method of 
analysis involves four stages: 1) generating categories, 2) integrating categories and their 
properties, 3) delimiting and then 4) writing the emerging theory (Dey, 1999, p. 7). It is a 
process in which the data gradually evolve into a core of emerging theory. 
TABLE 1: Closed question responses 
1. 
2. 
3. 
What is your present academic rank? 
Professor 13 
Associate Professor 11 
Assistant Professor 6 
Guest Lecturer 0 
Other 13 
What is your educational background? 
Trained in Interior design 29 
Trained in History 9 
Trained in Architecture 9 
Trained in Fine Arts 6 
Other 12 
Are you employed as a design professional 
outside of your university position? 
Yes 
No 
17 
22 
4. What type of academic schedule does your 
program follow? 
Quarters 
Semesters 
Trimesters 
Other 
7 
33 
2 
1 
5. How many individual courses of interior 
design history are students required to take 
in your program? 
0 
1 
2 
3 
4 
5 
6 
7 
8 
0 
5 
27 
6 
3 
0 
0 
1 
0 
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6. When do students in your program take their 
first required history course? 
Freshman year 
Sophomore year 
Junior year 
Senior year 
15 
19 
9 
0 
7. Which of the following do you use when 
teaching interior design history courses? 
Lecture only 
Web-based class only 
Lecture with ..... 
0 
0 
43 
Slide projection 41 
Computer projection 14 
Web-based support 14 
Discussion sessions 25 
Field trips 30 
Group Projects 15 
Independent projects 37 
8. Which of the following do you use when 
evaluating students? 
Multiple-choice mid-term 
and/or final exams 
Essay mid-term and/or 
final exams 
Short-answer mid-term 
and/or final exams 
Quizzes 
Student presentations 
Term/Research papers 
28 
21 
20 
22 
20 
28 
21 
The constant comparative method is a research design for multi-data sources in which 
formal analysis begins early in the study and is nearly completed by the end of data 
collection (Bogden & Biklen, 1982). Each submission was read when it was received to give 
the researcher a general sense of the course being described. Memos were jotted down in a 
notebook indicating initial impressions and noting items of interest, such as quotes, phrases 
or key words. An index card was prepared for each syllabus and specific course objectives or 
goals were written down on the card verbatim. If the document mentioned a course project, a 
brief description of it was also noted. Once the index cards were complete, they were stored 
with their companion syllabus. 
After receiving ten documents, the constant comparative analysis began. Using the 
prepared index cards, these early submissions were reviewed to create a list of thematic 
categories to use for coding later submissions, a technique called open coding (Dey, 1999, p. 
97). Each index card was read line by line, with each line being analyzed for a key word or 
phrase placing it into a unique category. The statements were written down on sheets of 
paper, again verbatim, one sheet for each new category initially defined. As similar 
statements were found, they were added to the appropriate list. After completing analysis of 
all the index cards, the sheets of grouped statements became the focus of analysis. Taking 
one sheet at a time, similar statements were compared with each other for common words 
and phrases, which resulted in the category names emerging directly from the data. As a 
final step the cards were read again as a group and memos were taken noting any newly 
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emerging inferences. 
As more submissions came in the process was repeated with another group of 
documents, and the results were added to the existing categories. These categories were 
continuously reviewed and adjusted to reflect more precise coding with each group of 
documents. A list of common themes and categories representing the entire group was 
created, which was then analyzed for suggested meanings and implications. 
The analysis progressed through two other phases of coding, axial and selective. Axial 
coding, defined as "a set of procedures whereby data are put back together in new ways after 
open coding," was used to look for connections between categories (Dey, 1999, p. 97). The 
categories were put through a number of manipulations exploring ways they could relate to 
one another. The final phase of selective coding focused on finding a core category, one that 
was "the central phenomenon around which all other categories are integrated" (Dey, 1999, p. 
98). 
Combined Analysis 
The results from the two analyses were reviewed together to produce as complete a 
picture of the current situation as possible. Responses to the open-ended questions of the 
questionnaire were compared with the stated objectives of its companion syllabus. Other 
data present on the syllabus, such as the course schedule and the reading lists, was reviewed 
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in relation to the individual submission as well as for their relation to all data. Any additional 
documents the respondents sent in were also considered in the overall analysis. As I 
reviewed the various data, I took memos throughout the process, noting any significant 
incidents or interesting occurrences. 
Summary 
The methods used in this study were designed to address a key issue for qualitative 
research, credibility or trustworthiness. In a broad sense, trustworthy qualitative research, 
like quantitative research, needs to be based on systematic collection of data, using 
acceptable research procedures, and allowing those procedures and findings to be open to 
systematic critical analysis from others. Qualitative studies generally address four criteria 
that assist in the establishment of trustworthiness: credibility, dependability, confirmability 
and transferability. 
Credibility means to carry out the inquiry in such a way that the probability that the 
findings will be found to be credible is enhanced (Lincoln & Guba, 1999, p. 403). One 
technique used to establish credibility in this study was prolonged engagement. My two 
years as a history instructor prior to beginning the study provided ample time to familiarize 
myself with the topics involved, and to define my own biases in relation to the topic. Data 
collection and analysis was completed over a period of eight months. This allowed me to 
"invest sufficient time to learn the context of the study and develop the ability to detect 
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possible distortions present in the data, including those introduced by the researcher as well 
as the respondents" (Lincoln & Guba, 1999, p. 407). 
Another technique used was triangulation. Triangulation refers to the comparison of 
findings derived from two or more data gathering procedures or sources of information. It is 
"the act of bringing more than one source of data to bear on a single point" (Marshall & 
Rossman, 1999, p. 194). Two types of data collection instruments, a questionnaire and 
course documents, were used in this study. 
"Thick description" and transparency were used to increase the dependability and 
confirmability of the study. "Thick description" is a term used in the qualitative paradigm to 
indicate the use of extensive detail in describing the data collected, which sets up and makes 
possible interpretation (Dey, 1999). I've included sufficient description and direct quotations 
to "allow the reader to enter into the situation and thoughts of the people represented in the 
report" (Dey, 1999, p. 45). Transparency is a similar technique, referring to the researcher 
making clear how the raw data was gathered, how the analysis was carried out, and how the 
findings were derived from the data. By outlining in detail the collection and analysis 
procedures used in this study, the reader can decide whether the findings are dependable, and 
other researchers will have a better chance of reproducing the study, confirming the results. 
The determination of transferability of this study is being left to the reader. "Whether 
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[the study will] hold in some other context, or even in the same context at some other time, is 
an empirical issue, the resolution of which depends upon the degree of similarity between 
sending and receiving contexts" (Lincoln & Guba, 1999, p. 420). As I am following a 
naturalist perspective, I cannot decide whether the study is transferable to another situation, I 
can only provide the thick description necessary to enable the person interested in making the 
transfer to reach a conclusion whether a transfer is possible. 
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CHAPTER 3. FINDINGS 
"History provides the visual vocabulary that the designer needs to 
express his/herself." (Survey response) 
This study was designed to discover the common course content of history courses 
required in accredited undergraduate interior design education programs. Further, the study 
attempted to identify whether the FIDER standards used for accreditation need to be refined 
to better explain what programs are expected to teach their students in history. In this 
chapter, results are described and summarized through emergent categories. Chapter 4 will 
discuss the results and interpret the findings in light of the research questions. 
The request for participation in this study was met by an overwhelming response. Out of 
the one hundred twenty-two programs on the published FIDER list initially contacted, 70 
programs responded with the names of potential participants. The first contact message was 
sent out to 83 instructors, and packets containing the same request in letter form were sent 
out by postal mail to the remaining 52 programs. Fifty-two instructors ( 42.6%) replied to the 
request to participate, forty-four submitting surveys (36%) and thirty-six submitting a 
syllabus and/or other course documents (29 .5% ). Six programs replied that they would not 
be participating (4.9%), most due to not having faculty available to respond, either because 
of open positions or the course not being offered during the time period under study. 
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Questionnaire 
Composite participant profile 
Based on the results of the survey, the average interior design history instructor holds 
the academic rank of full (29.5%) or associate professor (25.0% ). Although their primary 
training is in interior design (65.9% ), they are likely to have additional training in another 
emphasis. They may or may not be employed as a design professional outside of their 
university position. The course they teach is one of two required history courses in their 
program (61.4%) that begins during the freshman (34.1 %) or sophomore (43.2%) year. The 
course is taught using a combination of techniques, most often incorporating slide projectors 
(93.2% ), field trips (68.2%) and independent projects (84.1 % ) for course instruction. 
Students are generally evaluated using some form of written test, most often in a multiple-
choice format for midterms and finals (63.6%), quizzes (50%) and term/research papers 
(63.6%). 
Discussion of closed questions 
When analyzed individually, several of the closed questions revealed interesting 
information (see Table 1). The first three questions were directed at the instructor of the 
course. Out of the forty-three submitted surveys, thirty respondents indicated they possess 
some level of professorship, but an equal number of respondents (13) indicated they held the 
rank of either "Professor" or "Other", many of those being some form of "Instructor." 
Eighteen respondents have training in multiple educational backgrounds, primarily a 
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combination of interior design and some sort of history or education degree. Three of the 
respondents indicated they were trained in three or more of the backgrounds. 
Of particular interest were the results to Question 3. Almost fifty percent of all 
respondents say that they are employed outside of their university position as a design 
professional. There was not a follow-up question to find out what type of employment this 
was, however some answers included a note indicating they did some sort of consulting work, 
or were self-employed. 
Questions 4, 5 and 6 were directed toward the parameters of the course itself, and how it 
was scheduled within the program. For example, Question 4 asked what type of academic 
schedule the program used. Question 5 was a follow-up, asking how many individual history 
courses students were required to take for the program. Seventy-five percent of respondents 
work within a semester system, and generally require two courses. If the use of a quarterly 
system was indicated, three required courses were typical. This means that most students in 
the programs participating in the study have the equivalent of one year of history within the 
first two years of their four- or five-year program. One program broke the pattern, requiring 
seven individual history courses on a semester-based academic system. 
Perhaps the most interesting information came from Questions 7 and 8. These questions 
asked about the teaching and evaluation methods used in the courses the respondent is 
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responsible for. All forty-four respondents use a lecture format for their course, always in 
conjunction with several other methods. Ninety-three percent use slide projection, eighty-
four percent incorporate independent projects. Sixty-eight percent have field trips within the 
course structure, and not quite fifty-seven percent build in discussion sessions. Multiple-
choice exams are used more often than essay or short-answer formats by almost sixty-four 
percent of respondents, and the same percentage rely on Term/Research papers for evaluation 
of students. Fifty percent use quizzes. Oddly enough, computer use for teaching the history 
course is not very common, with only thirty-one percent indicating they use computer 
projection in their courses. Thirty-one percent also use some type of Web-based support. 
Respondents opinions 
"Direct quotations are a basic source of raw data in qualitative inquiry, revealing 
respondents' depth of emotion, the ways they have organized their world, their thoughts 
about what is happening, their experiences and their basic perceptions" (Patton, 1990, p. 24). 
The open-ended questions began by asking which textbook the instructor required for their 
course (see Figure 1). One-third of all respondents (34%) have their students use the classic 
Interior Design & Decoration by Sherrill Whiton, most naming the new 5th Edition updated 
by Stanley Abercrombie and published in 2002. The History of Interior Design & Furniture 
(1997) by Robbie Blakemore is a distant second with 15.9% using it, closely followed by the 
recent History of Interior Design (2000) by John Pile and the new Architecture & Interior 
Design Through the 18th Century (2002) by Buie Harwood, Bridget May & Curt Sherman 
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(13.6% each). Five respondents require the Complete Guide to Furniture Styles (1959, 1969, 
reprinted 1997) by Louise Boger ( 11.36% ). Two participants responded that they do not 
require any specific book and three responded they require their students buy a coursepak. 
Only one book specifically written about 20th century history was widely used, as 13.6% of 
respondents required Anne Massey's Interior Design of the 20th Century (1990, 2001). 
When asked why they chose the book (or books) required, the responses fell into two 
categories, those who felt the book they chose fit the way they taught the course, and those 
who felt there was nothing better currently on the market. Instructors who chose the Whiton 
book regularly mentioned the comprehensiveness of the information presented, noting that it 
includes non-Western cultures and that they like the illustrations and definitions used. One 
respondent labeled it the "Bible of Interior Design." Blakemore's book is considered 
"thorough, concise and well-organized," but less than perfect due to it stopping at the 19th 
century and excluding non-Western design. Although they were not the top choice of 
required text in this study, both the Pile book and the Harwood/May/Sherman book received 
many positive comments regarding their content and presentation. They both "include 
contextual info" and are easy for students to read. In one case the respondent indicated that 
none of the available books were appropriate for their course, because "all the books 
available are based on style and chronology. I teach thematically." 
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lTITLE OF BOOK lAUTHOR!S! lNUMBER OF RESPONSES 
1 2 3 4 5 6 7 8 9 10 11 12 
Architecture & Interior Design Through the 18th Century Harwood, May, Sherman x x x x x x 
Al1 Across Time Laurie S. Adams x 
Art Through the Ages Gardner's x 
Buildings (POCKETS) Philip Wilkinson x 
Chair Galen Cranz x 
Co~lete Guide to Furniture Styles Louise Ade Bolger x x x x x 
Concise History of Western Architecture R. Fumeaux Jordan x 
Design: An llustrated Historical Overview Thomas Haufler x 
Designer's Guide to Furniture Styles Treena Crochet x x x 
Dictionary of Furniture Charles Boyce x 
Dictionary of Interior Design Martin M. Pegler x 
Encyclopedia of Furniture Joseph Aronson x 
Field Guide to American Antique Furniture J. Butler x 
Field Guide to American Houses Virginia & Lee McAlester x 
Furniture, A Concise History Edward Lucie-Smith x x 
Grammar of Ornament Owen Jones x 
History of Architecture (2nd edition) Spiro Kostof x 
History of Interior Design Pile x x x x x x 
History of Interior Design & Furniture Blakemore x x x x x x x 
History of Painting, Sculpture & Architecture Frederick Hart x 
Home Witold Rybzinski x 
Illustrated Dictionary of Historic Architecture Cyril M. Harris x 
Interior Design and Decoration Sherrill Whiton x x x 
Interior Design and Decoration 5th Edition Whiton & Abercrombie x x x x x x x x x x 
Interior Design of the 20th Century Anne Massey x x x x x x 
Modem Architecture Since 1900 William J.R. Curtis x 
Modem Furniture Classics Miriam Stimpson x 
Notes of History Nancy Brian x 
Sourcebook on Styles, Designers & Manufacturers M. Stimpson x x 
from 1855 to today 
Understanding Architecture: It's Elements, History, Meaning Leland Roth x 
No Required TelCI x x 
COURSEPACK x x x 
Figure l: This is a list of the books required by study participants for their history classes. The books 
with the most responses are indicated by the "X's" on the chart to the right. 
x x 
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The next question asked what the respondent thought was missing from current texts. 
Some suggested that the addition of an instructor's manual and a test bank would be helpful. 
Others thought companion slide collections would greatly benefit their instruction. Specific 
comments seemed to target the lack of comprehensiveness, and the inability to find one text 
to cover all the required material. Most respondents remarked that they often had to 
supplement the text (many times substantially) to incorporate all the information falling 
under the purview "interior design history." A common complaint was that the content of 
current books is not balanced, as they give too much attention to architecture and not enough 
to interiors. Others said the level of scholarship, particularly when compared with that 
available in architecture and art history texts, is well below what it should be. There was also 
a consensus that there is not a good text available that adequately presents 19th and 20th 
century information. 
The last open-ended question asked participants how they thought the study of history 
benefits interior design education. The most common response to this question was some 
version of the well-known axiom (paraphrased) that if we don't know where we've been we 
can't know where we're going. Many responses also included a statement about "designing 
in a vacuum" if there is a lack of historical knowledge. But there were also three very 
distinct themes present in the overall response by instructors. 
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One theme was the desire of the instructors to convince their students that the history 
course is of equal importance to studio work. One respondent explained that she tells her 
students to think of it "as a reference tool, not another required history course." Many 
commented on the course providing students with a vast repertoire of sources for design 
inspiration, and how students learn to apply elements and motifs in an appropriate and 
sensitive way. 
Another theme was using the history course as a foundation for professional work in 
interior design. Many responses included a reference to students learning how to see 
connections between culture and design, and understand the influences they have on each 
other. "There is no practice today not informed by history" one respondent said. "One 
chooses to either control that influence or receive it passively and unaware." Some stressed 
the importance of students' realizing their own position in space and time, and how the 
influences around them affect their projects. One respondent made a particularly good point 
about the study of history being a benefit to the beginning designer by giving them 
"immediate terminology and information that can be relayed to the client in a professional 
manner," something to "give the client more confidence in the designer's young status." 
A third theme was concern with the place of history courses in the curriculum. All 
responses indicated a belief in history as a foundation course for interior design education, 
but some respondents expressed their frustration at the lessening of importance of the history 
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course in the overall educational program. One respondent complained about "being forced 
to play it down ... because of so little emphasis on NCIDQ [when] it is~ important in 
project work and in actual practice." 
Constant Comparative Analysis 
Patterns in analysis 
Another assumption of the qualitative paradigm is that complete objectivity is 
impossible. A researcher's personal experience is considered as part of the data, but steps are 
taken by the researcher to establish a neutral, nonjudgmental stance toward the emerging 
content (Patton, 1990, p. 41). My impressions and interpretations of the data were filtered 
through the lens of my previous teaching experience. However, by adhering to a line-by-line 
analysis of the documents, the researcher "is deterred ... from imposing extant theories or our 
own beliefs on the data. This form of coding helps us to remain attuned to our subjects' 
views of their realities, rather than assume that we share the same views and worlds" 
(Charmaz, 2000, p. 515). This resulted in the category names being identified with terms 
used by the informants themselves, reflecting "in vivo" language. 
The patterns that emerged from the narratives of the instructors' submitted documents 
were found through the constant comparative method (Glaser & Strauss, 1967). When the 
verbatim statements from the syllabi were grouped together using common key words or 
ideas, ten distinct categories relating to specific course content emerged. These are listed 
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below with a synopsis of the statements in the group. The number of statements in each 
category was counted to establish a hierarchy of importance, determining the order the 
categories are presented in. 
Category 1: Cultural & Technological Influences on Design 
Twenty-four of the thirty-five submitted syllabi contained statements focusing on the 
need for students to understand how the various elements of culture affect the design of a 
space or object. Politics, economics, social conventions and technology all interrelate to 
create a cultural context the student must be able to identify. 
Category 2: Vocabulary Development 
Seventeen syllabi contained a statement about how important it was for students to be 
able to write and converse comfortably in the terminology of the arts. This was not restricted 
to the language of interior design, but also to knowledge of the basic vocabulary of 
architecture, design theories and principles, elements of style and the decorative arts. 
Category 3: Style Identification 
Sixteen syllabi stated that students are expected to be able to identify significant period 
styles in architecture, interiors and decorative objects, particularly furniture. This category 
evolved to include a subordinate category of Characteristic Identification. Another 
fourteen courses required stylistic identification also, but emphasized a deeper level of detail 
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recognition, defined as knowing "ornamental motifs and design elements that identify a 
particular style." This seemed to be more prevalent in courses geared toward surveying 
furniture and decorative objects. 
Category 4: Historical Influence on Current Design 
Fifteen syllabi contained statements that challenged students to analyze the historic 
or period styles and "make theoretical and practical connections with contemporary" styles. 
A subordinate category emerged here also, Application of the Old to the New. Course 
content in this category involved having students complete a design project in conjunction 
with the history course that had students creating something from historical inspiration. 
Category 5: Evolution of Interior Design Theories & concepts 
Twelve syllabi specifically referred to students understanding the evolution of theories 
and concepts related to the design of interior space. Concepts cited included organizational 
principles, functional changes and spatial relationships within the historic interior. 
Category 6: Significant Designers 
Eight syllabi had statements concerning the necessity of "recognizing outstanding 
designers and their contributions." 
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Category 7: Interrelationships 
Six syllabi focused an objective on recognizing key interrelationships such as that of the 
exterior to the interior and furniture to the other decorative arts. This also referred to the 
relationship among historical design elements in historical situations, as well as how all the 
arts relate to one another. 
Category 8: Professional Growth 
The benefits to professional growth were stated in five syllabi, referring most often to 
building a "knowledge base" that could be used in future professional work. 
Category 9: Research 
Four syllabi mentioned research as an objective or goal of the course. Becoming 
competent in gathering applicable information and locating appropriate sources was key in 
the responses. 
Category 10: Evolution of Interior Design Profession 
Four syllabi contained specific statements about covering the development of the 
profession itself rather than the development of the interior space and its components. Three 
of the four also specify covering the development of architecture and the decorative arts. 
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Themes and connections 
Once the categories were identified, they were analyzed further, using selective coding, 
to find connections between them and generate two core categories. These core categories 
represent overarching themes that integrate the original ten categories into a base-level theory. 
Developing core categories helps to bring coding to some sort of conclusion, at the point of 
"theoretical saturation" (Dey, 1999). 
The first core category to emerge was Objective Knowledge. Many of the knowledge 
categories shared a connection with requiring the student to know discrete bits of information 
central to interior design practice. Properties of this category include the identification of 
specific facts, such as the names of individual objects, elements and people, and knowledge 
of applicable vocabulary. It also includes knowledge of concepts and theories related to 
interior design. 
Further analysis generated a second core category of Competency Skills. The properties 
of this group are critical reasoning, analytical thinking, visual acuity, and verbal competency. 
To generate this second group, the processes involved by the student to apply the discrete bits 
of information were considered. For example, the knowledge categories of Cultural and 
Technological Influences on Design, Historical Influences on Current Design and 
Interrelationships all involve analytical activities. To apply this knowledge in new 
situations takes critical reasoning. The knowledge categories of Style Identification and 
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Significant Designers each depend on visual acuity to facilitate accurate recognition. 
Vocabulary Development means knowing industry-related terminology, but verbal 
competency refers to being able to speak and write using these terms. These processes make 
up a skill set being emphasized within the history course. A graphic representation of the 
themes, knowledge categories and their relation to each other within the core categories was 
created to illustrate the findings (see Figure 2). 
Combined Analysis 
Once the separate analyses of the individual data collection instruments were completed, 
data from both the questionnaire and the constant comparative analysis were analyzed along 
with any additional documents or information provided by the respondent. This produced a 
number of interesting observations, further defining how the current interior design history 
course at accredited programs is organized, and what is included in it's content. There is a 
strong correlation between the content of the primary text required for the course and the 
sequence of topics in the course outline. Most of the courses involved in the study follow a 
chronological format, with the course outline generally beginning with the Egyptian era. 
However, the courses using the newest interior design history publications by Pile and 
Harwood/May/Sherman arranged their outline similar to the content arrangements these 
books use, beginning with a "Prehistory" category. The few courses that follow a thematic 
format tend to stay away from identifying lecture topics by time or style categories, choosing 
instead to use concepts or themes to arrange their course outlines. 
OBJECTIVE KNOWLEDGE COMPETENCY SKILLS 
.. CRITI€AL REASONING 
Figure 2. This is a graphic illustration of the two core categories that emerged from the constant 
comparative analysis. Overlapping squares indicate the inner topic is subsumed by the larger topic. 
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Only four of the participating courses covered interior design history from ancient or 
prehistory through the present day in one course. Most of the other courses were part of a 
two-course sequence, the first course typically beginning with ancient or prehistory and 
ending somewhere before or after the neoclassic period. In a few instances the first course 
would progress all the way up to the late nineteenth century. The second course continued 
from the end of the prior course, and concluded sometime in the last quarter of the 201h 
century. 
Most of the courses surveyed assigned their students some sort of additional project or 
exercise in addition to attending class. The course with a "lecture-only" format was a rare 
case. The most common assignment involved a research project that asked the student to 
complete an in-depth paper report on a particular style, designer or object. Five courses 
required their students give an oral presentation, either on their own or as part of a team, 
reporting on personal research. Four courses assigned some sort of drawing exercise and 
three included a design project using historical knowledge for inspiration in creating an 
original design, most often a piece of furniture. 
Reviewing the reading lists and course schedules, it was clear that nearly all of the 
courses included content directed toward three of the areas listed in the FIDER indicator, 
architecture, interiors, and furnishings. The content area of "art" was rarely mentioned in the 
stated objectives, however this does not mean it was not presented in the courses. In only a 
42 
few instances did there appear to be separate courses focusing on the built environment and 
the objects within the built environment, meaning furniture and decorative objects. Some 
courses are focusing heavily on furniture, emphasizing identification of significant pieces, 
their designers, the style they are associated with and their decorative elements. 
One key observation I made was that out of all the responding programs, not one 
syllabus or open-ended response on the questionnaire referred to any connection being made 
directly between a design studio and the history course. This is contrary to the discussions 
outlined in the special edition of JIDER focusing on the state of interior design history 
(Jennings, 1998). I did not find evidence of any shared projects or crossover assignments in 
any .of the submissions. 
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CHAPTER 4. CONCLUSIONS 
In Chapter Three, results of the study were described and summarized through emergent 
categories and themes. In this chapter I will present the theory that emerged from the study, 
implications for educational practice, recommendations for future research and my 
reflections on this experience. 
A Grounded Theory of Interior Design History 
Through the process of open and axial coding ten knowledge categories and three 
themes were generated and developed. During selective coding (i.e., the integration of 
categories) two core categories were defined and labeled 'objective knowledge' and 
'competency skills'. The other major categories were then related to these categories. The 
category of 'objective knowledge' referred to instances in the categories that involved the 
recall of discrete bits of information, usually memorized for identification or explanation. 
The category of 'competency skills' referred to an implementation or process dimension 
being used to apply the objective knowledge. 
As a result of this analysis the following base-level grounded theory emerged: 
The study of history provides a foundational skill set to interior designers, 
consisting of two categories: objective knowledge relevant to interior 
design and competency skills that involve the processes of critical 
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reasoning, analytical skill, visual acuity, and verbal competency. 
The literature shows that both sets of skills are considered to be integral to the 
development of interior designers by the various professional interior design organizations. 
However, there has been a particular emphasis in recent years on the processes included in 
the competency skill category. For example, FIDER has identified several areas for 
improvement in the education of interior design students, calling for "developing traits and 
values that are characteristic of a good interior designer, including creative and analytical 
thinking, focus on the needs of the user, ethical behavior, discipline, global view, and 
appreciation of diversity" (FIDER, 1998). The new Standards adopted by FIDER in the year 
2000 stress that programs eligible for accreditation "are expected to develop skills in critical 
thinking and quantitative reasoning, an understanding of the broad cultural aspects of 
civilization, and a propensity for life-long learning" (FIDER, 2000). 
The International Interior Design Association (IIDA), the second largest professional 
organization of the interior design industry, has also addressed this issue. In 1998, IIDA 
collaborated with the International Interior Design Association Foundation (IIDAF) and E-
Lab, a Chicago-based research firm, to analyze interior design and suggest strategies for 
future development of the profession and the implications for its educational programs (IIDA, 
1999). The study, published in 1999, investigated the underlying relationships between 
schools, firms and clients and resulted in uncovering significant misconceptions about what 
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interior designers can offer to a design job. The qualitative study identified four distinct 
"need areas" common to clients of design firms: Advocacy, Budget/Time, Design and 
Understanding (IIDA, 1999, p. 15). 
It was found that in general clients assume architects can meet their needs better than 
interior designers with respect to two of the areas (Advocacy and Design) but the other two 
areas (Understanding and Budget/Time) are not "owned" by either discipline (IIDA, 1999, p. 
22-23). The IIDA study suggests that this lack of ownership of the Understanding needs area 
is something interior design can exploit to enhance the professional standing of the industry, 
and that education programs can reorient their curricula toward better understanding of client 
and user needs (IIDA, 1999, p. 24). As previously stated, FIDER defines understanding as "a 
thorough comprehension of concepts and the ability to demonstrate their interrelationships" 
(FIDER, 2000). In order to design effectively for a client and understand user needs a 
professional must possess the ability to recognize, analyze, and reason, processes all found to 
be part of the competency skills that are part of the study of history that emerged from my 
study's data analysis. The IIDA study also indicates that although the component of 
Furniture, Finishes and Equipment (FFE) contributes to the perceptions of interior designers 
as "decorators" it is also an important and unique expertise, and therefore necessary to 
increase an interior designer's marketability (IIDA, 1999, p. 53). 
46 
This finding correlates with that of the NCIDQ Analysis of the Interior Design 
Profession completed in 1998, which also addresses the importance of client needs and was 
used to reformat the interior design qualification exam. The new exam format adopted in 
2000 "represents a shift from standardized testing, which relies on academic recall, to 
performance testing which places a greater emphasis on practical experience" (NCIDQ, 
2002). Designers taking the test are asked to make judgments and apply problem solving 
skills to complex situations, using the same competency skills found in the history courses. 
Since the new NCIDQ format now focuses on health, safety and welfare issues (Interiors and 
Sources, 2000), the objective knowledge contained in history courses may not directly apply, 
but the competency skills certainly would aid in the successful completion of the exam by 
interior design pre-professionals. This finding may prove helpful to history instructors vying 
for attention and significance in their own educational programs, and help to offset the notion 
of planning the program's curriculum around the NCIDQ exam content. As it stands now, 
only a small portion (14,000) of the estimated 200,000 practicing interior designers have 
passed the exam in the past 26 years (Russell, 2000, p. 170). 
Other design disciplines have also identified these competency skills as necessary to 
professional education. Both architecture and landscape architecture, allied disciplines that 
also use accreditation standards, place an emphasis on critical thinking processes and creative 
development in their student learning objectives. The Landscape Architecture Accreditation 
Board (LAAB) is instituting new standards beginning in 2003 that state that "students 
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demonstrate their achievement of the program's learning objectives, including critical and 
creative thinking and their ability to understand, apply and communicate the subject matter of 
the professional curriculum" (LAAB, 2000, p. 16). This is different than the previous 
standards instituted in 1995 (LAAB, 1995), which did not included statements addressing 
critical thinking. Accreditation standards published by the National Architectural 
Accreditation Board (NAAB) require their educational programs to prepare students to be 
"technically competent, critical thinkers" (NAAB, 2002). 
Finding the competency skills present in eight of the ten knowledge categories was an 
unexpected and surprising insight that emerged from the data. The analysis originally 
focused on finding evidence of content in the documents. However, during the selective 
coding process I approached the categories from a different perspective, looking for other 
ways to connect the data. It was while defining the properties of the first core category, 
Objective Knowledge, that a sub-category keyed around analysis suggested the possibility of 
connecting the knowledge categories through their related processes. 
"Qualitative designs should always have built·in flexibility to allow for discoveries of 
new and unexpected empirical materials and growing sophistication" (Denzin & Lincoln, 
2000, P. 368). It allows the researcher to react immediately to significant findings, to gather 
more in-depth information on those findings and include the results in the final conclusions. 
Depth of analysis is increased and a more complete picture of the topic being studied is 
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formed. The discovery of the second core category, Competency Skills, connecting the 
similar processes involved in critical reasoning, analytical skill, visual acuity, and verbal 
competency, directed this study toward a more exciting and fulfilling conclusion. The 
possibilities for the role of the history course in interior design education were enhanced. 
Implications for Educational Practice 
The implications of this study are two-fold. First, comments made by the respondents 
imply that there is a serious disconnect in the understanding of what the history course 
provides in the interior design educational program and what it can provide. Second, the 
specific make-up of the content of the course may not be the key issue here. The findings 
imply that the way the course is implemented is more important. Following is a discussion 
of each of these implications. 
Implication 1 
Students are acquiring elements of both foundational skill sets in current history courses, 
but the objective knowledge and competency skill categories are not equally recognized or 
applied. Based on the findings of this study, current history courses in FIDER accredited 
programs focus on the objective knowledge category, providing students with a knowledge 
base that centers on decorative and stylistic information. Students are primarily required to 
identify prominent styles, designers, and objects. In recent years the profession has tried to 
distance itself from the concept of decorating, but it remains an "essential element of design" 
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(Kaukas, 2001, p. 166). And as the Analysis study completed by IIDA shows, an in-depth 
knowledge of furniture and finishes, information gerrnaine to the interior design history 
course, gives interior designers an area of expertise unique from other design disciplines 
(IIDA, 2000, p. 53). 
The history course that is based on delivering objective knowledge involves an 
overwhelming amount of detail "that few will be able to retain over time but that most will 
be able to access through electronic or print media" (Brandt, 1998, p.19). As I saw in my 
own courses, students were very aware of this fact, and knowing this, they would often 
memorize the required information when needed (such as for an exam) and then forget it. 
They do not attempt to apply the knowledge without a project calling for that activity. This 
type of history course therefore serves only as an introduction to the existence of the 'discrete 
bits of information' provided. Its connection to the rest of the curriculum, particularly the 
studio, is not apparent to the student or non-history educators of some schools, resulting in 
the history courses being relegated to a place on the edges of those educational programs. 
More history instructors are taking action to counteract this perception, such as reworking 
their course format to reflect a thematic progression (Brandt, 1998), incorporating 
multicultural contributions (Drab, 1998), and including projects that actively engage the 
student in the competency skills (Patton & Zinkman; 1998, King, 1998; Temple, 1998; 
Birdsong, 1998). 
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In Using Internet Primary Sources to Teach Critical Thinking Skills in History (1999) 
Kathleen W. Craver discusses why the general student must develop critical thinking skills. 
Recent business surveys indicate that employers want workers who have "analytic reasoning, 
logic and communication skills to enable them to adjust to increased workplace demands" 
(Craver, 1999, p. xiv). These are the same skills that characterize design professions where 
workers must think critically in their work. Increasing reliance on technological 
advancements, particularly the Internet, exposes the average worker to more and more 
information that must be sorted and analyzed for its relevance to a particular job or project 
(Craver, 1999, p. xv). This is also particularly applicable to interior design students who lack 
the work experience to aid them in evaluating pertinent design information. Craver notes 
that: 
The history student needs be able to find evidence and evaluate its significance, 
meaning and importance to a particular area of study. To be able to provide 
historical evidence on the hows and whys of history requires two elements: (1) the 
application of critical thinking skills, and (2) judicious use of historical evidence in 
the form of primary sources. (p. 6) 
If, as the findings of my study suggest, the history course provides these key 
foundational skills to the student, then it is undervalued and deserves a more central place in 
our curriculum. My study shows that the history course provides students with multiple 
examples of previous solutions to design problems, and can be used to exercise the analytical 
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skills required to discern if client needs were met in those solutions. When viewed in this 
manner the history course then becomes relevant to each of the other content areas in the 
educational program, extending its value beyond its current status as a delivery vehicle for 
transitory information. It can be a place for students to acquire experience with these 
foundational skills, as shown by the categories that emerged from the constant comparative 
analysis. 
Mary Anne Beecher proposed in a 1999 article in the Journal of Interior Design that the 
value history has in the interior design curriculum will be increased if it is considered an 
"active participant" in developing creative thinkers. She states: 
One reason that history is valued is its ability to raise students' awareness of 
what has come before them and their place in historical context. A second reason to 
teach history is to provide students with sources for designs that are meant to convey 
a representation of the past. Perhaps most significantly, history as a site of theory in 
action and as a subject of critical analysis is a potential foundation for learning the 
design process. (p. 37) 
Study participants seem to agree with this assessment. Their responses indicate that the 
benefit of history to interior design education is found in its ability to increase creativity, 
address linkages between the social and physical constructs that shape society, and to "raise 
[the student's] sensitivity to the meaning inherent within interior space and its objects." The 
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goal, as noted by a participant, is the "conscious integration of such knowledge into their 
practice of interior design." Other respondents wrote: 
In studying history of interiors/furnishings, a student can develop an understanding 
of the connections between the fine arts, architecture and decorative arts. Since good 
interior design relies on completeness and attention to detail, the understanding of 
the historic materials, techniques, forms, uses etc. gives the student an 
appreciation/understanding that might otherwise be lacking. 
It is the only class where students are required to think in very different ways than in 
the other discipline courses offered in the general interior design curriculum. In my 
opinion, it is the only "true" intellectual course offered in a study that is quite 
technical. The subject matter applies to all design outside of the college environment, 
whether it is traditional or modem. It is a subtle application, but one which students 
appreciate as time goes by. 
It gives the students a broad foundation of knowledge about how and why 
architecture, interiors and furnishings evolved as they did. It also gives them a vast 
repertoire of buildings, furniture, details, motifs, etc. from which to draw inspiration 
in their own work. An understanding of where things come from, why and how they 
developed, and how they were used helps students to better work through the "who, 
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what, how and why" they face each time they are given a design problem to solve. 
(See Appendix D for all participants' responses to survey questions 11and12.) 
A review of relevant literature shows that Interior Design is not alone in addressing the 
relevance of history. Other design disciplines are debating the role history can play in their 
educational programs, particularly architecture and landscape design. In a 1995 article in the 
Journal of Architectural Education Hans Morganthaler explains the problem this way: 
Despite all of the benefits, history is not exploited to its full potential in current 
architectural education. The blame for this shortcoming should be put on the purely 
narrative approach and the emphasis on objective facts and events used by many 
historians .... The drawback of traditional history education is that is does not teach 
us what to do with the facts and events. (p. 220) 
As early as the 1920's, instructors were advocating courses that would teach students 
" to understand the social order which brought forth these monuments, the geological or 
commercial conditions which made possible their construction" (Wright, 1990, p. 27). More 
recent literature reflects a similar attitude in the changes shaping architectural history courses. 
There is a large gap between an architectural history that is now concerned with culture, 
context and politics, and architectural design and criticism that emphasizes form making and 
creativity (Bozdogan, 1999, p. 207). But this division can be used to an advantage, by not 
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privileging cultural influences over the autonomous object, but instead looking for 
"connections and slippages" between the two (Bozdogan, 1999, p. 212). 
History educators in architecture are being urged to present more than just content, 
providing the student with "a perspective and an opportunity to organize the facts into an 
analytical structure" (Morganthaler, 1995, p. 223). New attention is being paid to 
interdisciplinary history and using theoretical frameworks from literature, sociology, history 
and technology to analyze architecture (Anderson, 1999, p. 352). This approach will 
combine historical information with critical thinking, resulting in the history course 
performing two functions, first as a collection of objective knowledge and secondly 
providing "helpful suggestions" for the practical application of this knowledge in future 
design (Morganthaler, 1995, p. 223). 
In discussing the role of history in landscape architectural education, Robert B. Riley 
(1995) offered three alternative directions the history course could take depending on what 
role the landscape architect wished to play in designing for society. He explored the 
landscape architect as form giver, as a professional embedded in society and as an intervener 
or manager of change. In deciding which role the profession should develop, he states: 
The history we teach must depend on who we want to be. If our history courses are 
instrumental to our roles as professionals, then they should sharpen our performance 
in those roles. This is equally true of learning from history. The questions we pose, 
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too often dominated by convenience, the conventions of academia, and current 
trends, should be relevant to what we need to know to do our job better. What is that 
job? (p. 222) 
In another article in Lcindscape Journal in 1996, Catherine Ward Thompson and Peter 
Aspinall discussed the reasons why and how landscape architecture teaches history. They 
proposed ways to make the learning of history more meaningful to their students and to 
inform their creativity, such as comparing prototypes across time and location to identify 
significant design processes, and reworking assessment strategies to increase the student's 
ability to "build a mental schema for design use" (Thompson & Aspinall, 1996, p. 44). 
These two articles present a strong argument for treating history as a type of analytical studio. 
The goal of these discussions seems to be that "history must make a difference. The history 
we teach must be relevant to design. It must make the students reflect upon decisions that 
they make in the design process" (Riley, 1995, p. 221). 
Implication 2 
The second implication of the study is that the implementation of the history course 
needs to be changed to enhance its role as a provider of the competency skills. Discussion in 
interior design, architecture, and landscape architecture revolves around proposing 
alternative ways to implement the history course in order to meet this new, more central role 
in the curriculum. A general proposal most disciplines are considering is to change from the 
56 
traditional chronological presentation of the course to a more thematic approach. An interior 
design educator suggests that following a thematic model that emphasizes theoretical 
connections over chronology "provides greater potential for teaching students that the past 
may be modeled differently to facilitate a range of ways to think about artifact-based subject 
matter and the relationships between design and its context" (Beecher, 1999, p.38). Topics 
for individual lectures should be beyond the traditional style and period presentation to 
incorporate design elements and processes, such as concepts, function, and cultural meanings 
(Morganthaler, 1995, p. 223). To be effective, the history course should "combine historical 
information and critical thinking, not just present information in isolation" (Morganthaler, 
1995, p. 223). 
It is also suggested that with this approach the instructor must be open with the students 
about his or her position on history. The typical instructor follows a personal canon that is 
biased and arbitrary (Riley, 1995, p. 221). Themes used in a course may vary due to an 
instructor's educational background, area of expertise, available resources, or due to the 
focus of their individual program (Beecher, 1999, p. 38). Alain Findeli (1995) explains in 
Design Issues: 
Consciously or unconsciously every history teacher has his or her own philosophy of 
history. It would be to the benefit of their students if they become aware of it, and of 
the way it influences their particular bias toward their teaching of the history of 
design. (p. 34) 
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Survey findings in my study indicate that new course materials need to be developed to 
support the thematic approach. Respondents often cited the lack of text inclusive to the 
varied subject matter of interior design history. History surveys prior to World War II 
generally traced style and the development of form, using comparative illustrations to 
evaluate changes (Anderson, 1999, p. 352). Over the last half-century, the modernist 
approach took over the Beaux-Arts education system, "redefining the curriculum and goals 
of virtually every American [design] school" (Wright, 1990, p. 34). More recent texts have 
shifted their emphasis away from style to cultural influences (Anderson, 1999, p. 352) and 
the inclusion of suppressed or alternative histories that represent cultures not represented 
before (Pyla, 1999, p. 223). 
Current interior design history texts typically include "a little bit of everything" and lack 
a "clear disciplinary map" (Beecher, 1998, p. 4). Texts following a thematic format are non'-
existent. However, some progress is being made, as publishers have become aware of this 
potential market. Yale University Press is releasing a new series in art and architectural 
history that will "complement existing surveys ... by providing a critical text that raises issues 
surrounding major topics in the discipline" (Anderson, 1999, p. 354). Perhaps this will 
provide a model for texts directed at interior history. 
Finally, the greater inclusion of activities involving the competency skills emerging 
from the study will also benefit the profession. Ann W. Dickson and Allison Carll White 
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discussed the importance of developing a system of criticism within the interior design 
profession. No such distinct body of work exists at this time (Dickson & White, 1997, p. 7). 
Professionals can continue their education through exposure to criticism, a habit that can be 
developed as students through exposure to critical and analytical exercises naturally 
occurring within the context of current history courses. "Criticism ... helps the designer 
understand the delicate relationships between the natural and built environment and how the 
design solution can satisfy human social, physical, and psychological needs while utilizing 
current and emerging technologies" (Dickson & White, 1997, p. 6). A critical framework for 
evaluating interiors will need to be developed, a useful tool for the classroom (Dickson & 
White, 1997, p. 9). Students must learn to apply critical thinking skills when they think 
about interiors before the production phase of a project (Dickson & White, 1997, p. 9). As 
Dickson and White conclude: 
As an environment of design criticism is cultivated within the classroom, students 
will gain a greater understanding of the value of the interior design profession and 
the services they bring to society. (p. 9) 
Reflections 
With respect to the original objectives of this research, first I found that the data 
available from the syllabi was not enough to specifically define the general content of the 
current interior design history course. The ten categories resulting from the constant 
comparative analysis do not represent actual content information as much as they are related 
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to the instructors' intent for student learning outcomes. 
My second objective was to see if the indicator unique to history in the FIDER 
accreditation standards needed to be redefined to better illustrate expectations. Again, the 
data collected did not contain adequate information to suggest a definite conclusion. The 
survey should have asked the respondent what they understood the indicator to mean. This 
would have provided an answer to the question of whether the standard needs to be rewritten. 
However, the results do imply steps that could be taken to make the indicator reflect the goals 
of the history instructors, based on the level of importance assigned to the content areas of 
interiors, architecture, art and furnishings. My recommendation for an improved version of 
the indicator based on my findings is given below in the section on Recommendations. 
Several problems were encountered in this study. Two relate to the research process and 
one, more fundamentally, to the research approach. Firstly, grounded theory research 
involves long periods of uncertainty. Without a priori hypotheses to test and established 
protocol to follow, much of the first half of the study period required a good measure of faith 
and hope. Thankfully, there did come a time after much patience, persistence, and 
perspiration when things became clearer. Secondly, the data extracted from the open-ended 
responses was sometimes found to have less depth than desired. This was particularly 
disappointing given that open-ended responses are usually the most informative and, 
therefore, potentially of most use. A more developed research method may have solved this. 
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The third and more fundamental problem came from the overall approach of this study. 
Grounded theory research requires certain qualities of the researcher. In particular, 
confidence, creativity and experience (both of doing research and of the context(s) being 
researched) are of great benefit. Accordingly, the approach does not favor the novice 
researcher who may be just beginning to develop these qualities. This is not to say that 
novice researchers should not embark upon grounded theory studies; rather, I imply that (a) 
they are likely to find the approach more difficult than more conventional methodologies; 
and, (b) the more experienced (probably postdoctoral) researcher is likely to produce better 
theory. 
Recommendations 
Re-definition of indicator 
The findings of this study did not lead to a specific suggestion for rewriting the current 
indicator unique to the study of history in interior design education. However, they did 
suggest some ways to modify it to better fit what is currently being emphasized in interior 
history courses. Based on what the analysis indicated as most-to-least important, the content 
areas listed under the indicator should be re-ordered to put "interiors" first. This should then 
be followed by "furnishings," "architecture" and then "fine and applied art." This latter 
phrase would provide a better definition of that content area than "art" does. Examples of 
related topics and elements should also be listed for each content area, to give the instructor 
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more guidance in what the FIDER peer judges will look for as a minimum for meeting the 
history standard. These examples are not meant to confine the history instructor, but to aid in 
understanding what criteria will be used to decide if students demonstrate the appropriate 
outcome. 
The suggested indicator could read: 
Student work MUST demonstrate understanding of history including: 
g) interiors (for example, spatial development, materials, arrangement) 
h) furnishings (significant style periods, pieces, functions) 
i) architecture (interrelationships, interior construction, space planning) 
j) fine and applied art (painting, sculpture, textiles, ceramics,) 
Future research 
As stated before, this study is only the first step in the exploration of the role that history 
can play in interior design education. The results of the study point to a variety of topics that 
need to be addressed before a complete understanding of the issue can be formed. It is meant 
to be a beginning, and several directions could be taken for future research. 
For example, more work needs to be done to understand what specific basic knowledge 
is included in the current courses, i.e. which interiors, designers and styles? Because of the 
methods used in this study it was not possible to create such a list. Using the stated 
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objectives and the course schedule only implied what was included, based on the topics that 
emerged from the analysis. In two instances the respondents to this study included a sample 
exam with their submissions, which helped tremendously in defining what thse instructors 
actually expected their students to know. A future study could investigate a correlation 
between the exams given during the courses with the stated objectives. 
Further study could also investigate the thematic approach to history instruction. 
Several courses follow this type of organization and could serve as case studies to identify 
what the thematic approach is and how it is implemented. Studies could also focus on 
comparing the effectiveness of this method of delivery with that of the traditional 
chronological approach. 
A third direction, and possibly the most important, would define what specific content is 
most beneficial to the professional interior designer. This study only focused on what is 
happening now, and did not address the validity of what has been done. Future research 
could focus on several themes in this area, such as the key elements of interior history, what 
makes a significant interior, and differences in expectations of employers and educators. 
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if needed.) (Include one copy of the complete proposal if submitting to a Federal sponsor.) 
This project involves the survey of current instructors of required history courses in accredited 4-year interior 
design programs. The purpose of the study is to explore the role of history in interior design education, and to 
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APPENDIX B. CONTACT MAILINGS 
First contact - to program director 
To Jane Doe @email address 
From Cindy A. Williams 
Subject: history instructor survey 
Program Director -
As part of a graduate research project I am compiling a mailing list of current instructors of history 
courses at interior design programs accredited by FIDER. Each participant will be asked to submit a 
syllabus, reading list and course schedule from their classes for a content analysis arid to participate in 
a short survey regarding the role of history in interior design education. 
Would you please send me the name, email and phone number of the person(s) teaching any history 
courses required for completion of your interior design curriculum? 
If you have any questions about the project, you may contact me by email at canders@iastate.edu, or 
by phone by calling collect at XXX-XXX-XXXX. You may also contact Professor Shirlee Singer at 
XXX-XXX-XXXX or at xxx@xxxx. She is overseeing my research. 
Thank you for your help. Your program's participation will ensure that the gathered informationis 
complete and accurate. If you do not wish to participate, please reply to this address and place "will 
not participate" in the subject line. 
Cindy A. Williams 
Iowa State University 
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First contact- Pre-notice of impending study 
"Interior Design history is .... " 
How would you answer this question? 
In recent years this has been a topic of discussion in many venues, including a special edition of the 
Journal of Interior Design. The 1998 issue featured articles and focus reports discussing the state of 
interior design history. History has always had a place in interior design education, and has its own 
standard in the FIDER accreditation guidelines. But what constitutes interior design history? What 
role should history play in the preparation of interior design professionals today? 
The purpose of my graduate thesis project is to explore this issue further, and attempt to answer these 
questions. I'd like to ask for your help. 
As a current faculty member in a FIDER-accredited program, would you be willing to submit a copy 
of the course syllabus, reading list and class schedule for the history classes you teach for a content 
analysis? Your participation is voluntary and any submissions will be kept completely confidential to 
the researchers and will be combined with others and reported in summary only. 
Shortly you will be receiving a companion survey from me at this same e-mail address. It is intended 
to gather information not generally found in course syllabii. It is brief, only twelve questions, and 
should take about 15 minutes to complete. 
If you choose to participate in this study, you may wait to respond to the next e-mail. You will also 
have the option to participate by mail if you wish. If you would rather not participate, please reply to 
this e-mail and place "Will not participate" in the subject line so I can remove you from the mailing 
list. 
Please contact me with any questions you have regarding the study. I can be reached by collect call at 
XXX-XXX-XXXX, or by e-mail at this address, xxx@xxxxx. You may also choose to speak with 
my major professor, Shirlee Singer at XXX-XXX-XXXX, e-mail at xxx@xxxxx. 
I appreciate your taking the time to participate. Your thoughts and experiences will be of great value 
in defining the state of interior design history today. 
Cindy A. Williams 
College of Art & Design 
Iowa State University 
Second contact - Request for participation 
To Jane Doe @email address 
From Cindy A. Williams 
Subject: history instructor survey 
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Here is the brief questionnaire on history courses at FIDER-accredited interior design programs that I 
notified you about via e-mail a few days ago. As part of a study exploring the role of history in 
interior design education, I am asking for your help. 
The questionnaire should take about 20 minutes to finish, and participation is voluntary. Any 
information you provide will be kept strictly confidential -- the results will be summarized before 
publication. 
Submissions should be made by May 31, 2002 for inclusion in the study. If you would rather not 
participate in this study, would you please send back a reply with "Not participating" in the subject 
line so we can mark you off the mailing list. 
There are three ways to respond to this request: 
1. Touch the "reply" command on your computer, enter your responses, attach any file(s) containing 
the requested documents and touch "Send." 
2. Print this message and fax it with your written answers and copies of the requested documents to 
the Art and Design Office, 158 College of Design, Iowa State University at XXX-XXX-XXXX. 
3. Contact me by phone or email and request a paper questionnaire be sent to you. I will included a 
pre-addressed, stamped envelope to mail your submission in. 
Should you have any questions, you can reach me, Cindy Williams, by calling collect at XXX-XXX-
XXXX, between the hours of 9am - 9pm Central time, or by e-mail at xxx@xxxxx. 
Thank you for taking the time to participate. Your thoughts and experiences will be of great value in 
defining the state of interior design history today. 
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Third contact - Thank you/Reminder letter & Replacement questionnaire 
Program Director, Interior Design Department: 
A few weeks ago I sent you an email and asked you to forward it to your program's history instructor. 
It contained a request for that person to participate in a graduate thesis project investigating the role 
of history in interior design education. As of today I have not received a submission from your instruc 
tor. 
I would like to ask for your help again, in forwarding this reminder to your instructor(s) as I do not ha 
ve their names to contact them directly. I realize this is a busy time of year as the semester draws to a 
close. However, I have contacted you again in hopes of including your program in the study. I will b 
e accepting submissions through May 31, 2002. 
If it would be easier for you, please send me their names and contact information, an email address if 
possible, where I can send future mailings. If you have any questions about the study, please feel free 
to call or email me yourself. You may also contact my major professor, Shirlee Singer, at XXX-XX 
X-XXXX or xxx@xxxxx. 
Thank you again for your help. 
Sincerely, 
Cindy A. Williams 
College of Art & Design 
Iowa State University 
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Fourth contact-Thank you/Final notice to participate 
Interior Design History Instructor: 
A few weeks ago I sent you a request asking you to participate in my graduate thesis project. I am as 
king faculty who teach history in FIDER-accredited programs to submit a syllabus from their courses 
and to take a short survey about their experience and opinions about the role of history in interior desi 
gn education. As of today I have not received a submission from you. I realize this is a busy time of 
year as the semester draws to a close. However, I have contacted you and others again in hopes of obt 
aining the insights only faculty like you can provide. I will be accepting submissions through May 
31, 2002. 
As mentioned in the previous emails, all submissions are confidential and will be combined with othe 
rs before providing results to the study. In case you deleted the previous email, I am including the ins 
tructions for submitting materials to the study and the short survey again. 
There are three ways to respond to this request: 
1. Touch the "reply" command on your computer, enter your responses, attach any file(s) containing 
the requested documents and touch "Send." 
2. Print this message and fax it with your written answers and copies of the requested documents to 
the Art and Design Office, 158 College of Design, Iowa State University at XXX-XXX-XXXX. 
3. Contact me by phone or email and request a paper questionnaire be sent to you. I will included a 
pre-addressed, stamped envelope to mail your submission in. 
I hope you will add your expertise to this study. If you have questions, please contact me between 
the hours of 9am - 9pm Central time by calling collect at XXX-XXX-XXXX. Your thoughts and 
experiences will be of great value in defining the state of interior design history today. 
Sincerely, 
Cindy Williams 
College of Art & Design 
Iowa State University 
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APPENDIX C. QUESTIONNAIRE 
Note: Letters in the brackets indicate the coding used to record answers on the master 
data sheets. "NR" - no response. 
Here is the brief questionnaire on history courses at FIDER-accredited interior design programs, which is part 
of a study exploring the role of history in interior design education. It should take about 15 minutes to finish, 
and participation is voluntary. Any information you provide will be kept strictly confidential - the results will 
be summarized before publication. 
Please place an "X" in the brackets next to the most appropriate answer. 
1. What is your present academic rank? 
[A] Professor 
[ B] Associate Professor 
[ c] Assistant Professor 
[ D] Guest Lecturer 
[ E] Other 
2. What is your educational background? 
[ A ] Trained in Interior design 
[ B ] Trained in History 
[ C ] Trained in Architecture 
[ D ] Trained in Fine Arts 
[ E] Other 
3. Are you employed as a design professional outside of your university position? 
[A] Yes 
[ B] No 
4. What type of academic schedule does your program follow? 
[ A] quarters 
[ B ] semesters 
[ C ] trimesters 
[ D] other-------
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5. How many individual courses of interior design history are students required to take in your program? 
[AJ 0 [DJ 3 [GJ 6 
[BJ [EJ 4 [HJ 7 
[CJ 2 [FJ 5 [ IJ 8 
6. When do students in your program take their first required history course? 
[ A J Freshman year 
[ B J Sophomore year 
[ C J Junior year 
[ D J Senior year 
7. Which of the following do you use when teaching interior design history courses? 
[ A J Lecture only 
[ B J W eh-based class only 
[ C J Lecture with ..... (Mark all that apply) 
[ l J Slide projection 
[ 2 J Computer projection 
[ 3 J Web-based support 
[ 4 J Discussion sessions 
[ 5 J Field trips 
[ 6 J Group Projects 
[ 7 J Independent projects 
8. Which of the following do you use when evaluating students? Mark all that apply. 
[ A J Multiple-choice mid-term and/or final exams 
[ B J Essay mid-term and/or final exams 
[ C J Short-answer mid-term and/or final exams 
[DJ Quizzes 
[ E J Student presentations 
[ F J Term/Research papers 
9. Which text book(s) do you require for your courses? [NRJ 
Title: 
Author(s): 
Title: 
Author(s): 
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10. Why did you choose this book? [NR] 
11. What, if anything, do you feel is missing in the available textbooks on the market for your courses? [NRJ 
12. We would be interested in knowing your opinions about the current role of history in interior design 
education. How do you think the study of history benefits interior design education? [NRl 
(13.) Y or N 
Would you be willing to discuss your responses and submissions in more depth? If so, please provide the phone 
number and/or email address where you would like to be reached. 
You may contact me at: 
Thank you for your time. 
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APPENDIX D. RESPONSES TO OPEN-ENDED QUESTIONS 
Question 11: What is missing from current texts? 
1 • I'd like to see more attention given to interiors. Perhaps also a breakdown of pieces, to illustrate elements 
and principles of design. 
• Instructors manual, test bank, slide collection 
• Scholarship! American, Asian, Islamic examples. Vernacular examples. While I can manage to cover the 
courses on interior architecture and furniture adequately with what's available, I have more difficulty 
findings texts for my history of decorative arts and textiles course. 
• There isn't a good 19th/20th century text that covers furniture design and interiors. 
• Appropriate - balance - of architecture with design of interiors, furniture, decorative arts 
• #1 Blakemore - 20th Century Interiors, good visual images, a well-written text. 
• #2 Pile - there is no discussion of space planning or spatial organization of interior space, the response of 
interiors to the cultural/social "requirements" of the time. 
• I do not believe any one text contains all that is needed. I augment my lectures with many sources. I 
would like to see a book that targets just architecture and interiors for just interior design students. 
• Harwood, May, Sherman: Architecture & Interior Design Through the 18th C. - doesn't go far enough, 
might consider when Vol. II is available. Some references are confusing. J. Pile: his short history of 
interior design is excellent, but history of interior design concentrates almost exclusively on architecture 
and architecture in interiors w/little relationship discussion as to how people lived, worked, worshiped in 
them. Blakemore: Egypt, Greek, Roman, then England & France to 19th C - is this all there is? No current 
books on furniture styles are just that - not complete for a total history presentation. 
• All the books available are based on style and chronology. I teach thematically. 
• See Whiton (all other authors have tried to do what Whiton has, but in my opinion have failed.) 
• Nothing that cannot be supplemented with other resources. 
• There seems to be enough content out there - it's always a problem of finding one book to satisfy all needs. 
• Well-balanced architecture & interiors & furniture and going in depth in each area. 
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Question 11: (cont'd.) 
• If there's a good history of modem interior design I'm not aware of it. If it does exist what's missing is 
adequate promotion and availability. Textbooks are ridiculously overpriced and the type of student our 
school attracts simply can't afford them. 
• An innovative approach to art history. Most books Jack any depth of analysis of non-western art, 
architecture and design. 
• Simple - there is no good critical history of modernist interior design available 
• Excellent coverage of modem period 
• Not one text covers all aspects of what our courses cover. I use personally developed handouts & articles 
as supplements. 
• Mediocre information poorly presented 
• Volume II of Harwood] doesn't have 19th and 20th centuries; the next one will. 
• I like the text I currently use, but it zig zags in time. 
• All [information] together. 
• Coverage of 19th-20th century architecture and interiors in same text. 
• Emphasis on interiors, illustrations of everything discussed, thorough treatment of revival furniture styles. 
More specific and less abstract, using examples. The texts I have recently reviewed seem to be both too 
general and too specific! Too much info on specific esoteric and too general on what really counts like -
what did the interiors looks like and how were they used? For this drawings and color photos are needed -
several - for the same subject. Why talk about color and use black and white photos? (or no photos). 
(There must be publisher restrictions.) 
• Limited range: would like to see Egypt through 2000 in an expanded (and less choppy) Boger model. Would like 
to see more focus on furniture in the context of the room & social custom. Softgoods (drapery, upholstery & wall 
treatments) are not often included. Lack of concise, but complete, key visual characteristics identifying period, 
style & regional idiosyncrasies of architecture, furniture and soft goods. Most books Jack a variety of visual 
images for students to compare and contrast stylistic identifiers. Architectural books lack floor plans, 
identification of circulation, organizational devices & concepts the students might use as a frame of reference for 
their studio work. 
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Question 11: (cont'd.) 
• Basically textbooks ... with the exception of new edition of Interior Design and Decoration (Whiton & 
Abercrombie) ... few books provide the broad coverage necessary to provide students with a good sound 
base to understand how design relates to the bigger picture (i.e. economics, political, social issues, 
technology, etc.). 
• Nothing. 
• Slides to go with the book. 
• Conceptual discussion of links between Design History and Social behavior. 
• Neither of the above books [ Kostof, and Boger] is ideal - because neither provides the coverage of 
architecture, interior design and furniture history at the appropriate undergraduate level. Boger is rather dry 
and all illustrations are inconveniently located at the back of the book. I am planning to try some other 
options over the next year - Understanding Architecture by Leland Roth and Interior Design and 
Decoration by Whiton and Abercrombie - but there is no text out there that is comprehensive enough for 
the courses we teach. 
• Better integration of interior design to correlate with architecture and the history of fine art (studio) areas. 
• Well-organized discussion of contributions in the late 20th century (this topic is confusing to students; 
perhaps we don't have the advantage of hindsight). 
• No comprehensive book covering architecture/interiors/furnishings for 19th & 20th centuries. 
• Balance, completeness, non-Western perspective. Hard to find something non-superficial that includes 
ancient, modern, and Eastern, African. Nobody includes textiles, etc. 
• I would like to see Whiton updated and I do know that the publishers were considering it at one time. 
• This spring I reviewed several new publications for the general text. The new Whiton seems as complete 
and easy to use as any of the ones on the market. The quality of the illustrations is mixed, however. 
• An appropriate book on the 20th century especially one that accurately, and fairly, represents the early 
interior decorators and the development of interior design as a profession. 
• A comprehensive coverage of the 19th & 20th century 
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Question 12: How do you think the study of history benefits interior design education? 
• My hope has always been that it will help them to broaden their views; both "world" view and "design" 
view. So much of a design students' time is spent at the drafting board, my feeling is that the different set 
of skills used in history and criticism is useful. 
• Wealthy clients are frequently antique collectors who prefer traditional decor to modem. 
• It provides context for looking at present day design. 
It also provides an understanding of the meaning of "things". 
It introduces design theory. 
Provides opportunity to make "connections" between design, architecture, culture etc. 
• Being forced to play it down in curriculum because of so little emphasis on NCIDQ, but it is YID important 
in project work and in actual practice. Very frustrating. I will admit I cover only Western Europe and 
American History. Once course does not allow exploring other. 
• For an understanding of "style" or styles just as one has the same understanding from the history of art or 
music. To understand how culture, economics, politicals, fashion etc. influence and form interior space, 
furniture, etc. To understand interiors, the design principles, theories, philosophies. Also, to understand 
how design elements, materials, texture, color and light have been used. 
• This is what I wrote for FIDER who will be visiting our campus in November 2002. I hope this will be 
okay for you to use, as I have spent some time organizing these thoughts about history of architecture and 
interiors: 
To help the student become conversant in the theory, terminology, and characteristics of period styles, as 
used in museum settings, reproduction interiors, preservation/restoration environments, and as inspiration 
for contemporary architecture and interior design. 
To provide an integrated and interdisciplinary emphasis for the built enviroll11.lent, interior design, interior 
architectural features, design details, motifs, furniture, textiles, interior treatment and decorative arts. 
To develop in the student an understanding of how important stylistic periods, famous structures, 
prominent people, and the social and material culture effects design development. 
To learn the integrating relationship between architecture and interiors within the context of history and 
design analysis and integrates the principles and elements of design. 
To learn about the architectural components that typically include the site, floor plan, materials used, 
construction systems, color, facades, windows, doors, roofs, and architectural details. 
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Question 12: (cont'd.) 
To address interior components and relationship of the interior to the exterior materials, colors, floors, walls, 
textiles, ceiling treatments, lighting, windows, doors and any special treatments from a historical point of 
view. The furnishings and decorative arts are discussed in relationships; furniture arrangement, a material 
used, types and styles of furniture, textiles and any unique features. 
To apply timeless design principles and elements to interiors, and to make the students aware of the wide 
variety of materials, furnishings and styles possible in interior design. 
• Helps students understand the evolution of the profession of interior design (and how it is different from 
and complimentary to other design disciplines/professions). How to identify important periods and styles 
including the interior (and exterior) architectural setting. Provides an opportunity to gain insight into 
various cultures throughout the world. 
• To paraphrase: If you do not know where you have been, you can't know where you are going. This 
applies to Interior Design as well as life. History is the background for all developments in the profession. 
In order to practice interior design well, the student must understand, not only the elements and principles 
of design, but the historic architecture periods. This applies to all the components of the interior, not just 
the building shell. Some ancient and non-European cultures, if not known for their architecture, do 
contribute design motifs that can inspire many aspects of the creation of the interior. 
• There are many students who say they do not like History. I tell them to think of the History of Interior 
Design course as a reference tool, not as another required history course. This reference is very applicable 
to a junior studio project of restoration/preservation. Interior Design was the first department to require a 
history course of the major at the Columbus College of Art & Design; currently all of the 
divisions/departments have incorporated these courses into the curriculum 
• I am writing design history narratives that teach the concepts of history down through the years. 
The students also apply the history briefs in their studio (which is taught concurrently with the 
history/theory lecture). 
• It is the only class where students are required to think in very different ways than in the other discipline 
courses offered in the general interior design curriculum. In my opinion, it is the only "true" intellectual 
course offered in a study which is quite technical. The subject matter applies to all design outside of the 
college environment, whether it is traditional or modem. It is a subtle application, but one which students 
appreciate as time goes by. 
• It provides an idea of precedent and understanding of much of the material and design images that will be 
used. History provides the visual vocabulary that the designer needs to express his/herself. 
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Question 12: (cont'd.) 
• It is critical to ground the students and identify the roots of interior experience and design from prehistory 
to current day. Without a survey of the historical foundation that supports their course of study, the 
students will not feel an identity with their course of study. 
• In order to design for the future you need to have an understanding of what has come before. 
• I think it's essential though that opinion can be attributed in large part to my own design education, where 
historic awareness pervaded every aspect of the curriculum. I think its important for students to understand 
the degree to which they are a product of their own time. I think the study of significant work in the past 
teaches one how to talk about design, especially one's own. Study of history helps students open their eyes 
to their surroundings as well. And when you're in environments like ours (Chicago Loop) there's plenty to 
absorb. 
• There is no practice today not informed by history. One chooses to either control that influence or receive 
it passively and unaware. If a designer wished to enter a cultural conversation as an artist - there is no 
alternative to a broad cultural knowledge pointedly supplemented w/design theory and critical design 
history. 
• 1 - understanding the past (pure styles) helps to understand the present and foresee the future 
2 - helps provide the information and professionalism to the student of interior design 
• 
• Critical! And often lacking due to the increased need for other technological courses (CAD, CAD/CAP), 
codes etc. To be a good designer, you must have the ability to understand and appreciate what preceded the 
current developments. The language of historical styles is important when working with clients and other 
professionals. A creative design will know how to blend old & new, collections & technology. To look at a 
Mies MR chair and not know he was inspired by Thonet is ignorance on a designer's part- or to look at his 
couch and not understand how he wanted to update the ancient Greek kline is not a well -educated designer. 
• Certainly the history of interior design is the most important information in understanding the past and 
making informed design decisions in the future. 
• Aids creativity; promotes awareness and interest in history and related areas; teaches visual literacy. 
• By integrating the study of prototypes (interiors, furniture and architecture), coupled with the program 
being in a Fine Arts setting, the students gain knowledge of the culture that gave rise to the historical 
examples, as well as the ability to anticipate future needs and trends. 
• Benefit - Foundation for design solutions 
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Question 12: (cont'd.) 
• It gives the students a broad foundation of knowledge about how and why architecture, interiors and 
furnishings evolved as they did. It also gives them a vast repertoire of buildings, furniture, details, motifs, 
etc. from which to draw inspiration in their own work. An understanding of where things come from, why 
and how they developed, and how they were used helps students to better work through the "who, what, 
how and why" they face each time they are given a design problem to solve. In addition, they seem to like 
being able to recognize style and specific pieces they run across in their daily lives - on TV, in movies, in 
magazines, in stores, etc. 
• "Those lacking a knowledge of history are destined to repeat its mistakes." A good designer is one who 
knows everything possible, including history. 
• There is no such thing as design in a vacuum. One needs the foundation of the past to understand how far 
they have come & to design for the future. It teaches an appreciation of styles that facilitates objectivity in 
the design process that goes beyond just the selection of appropriate materials. 
• I think that history is very important. It is important for students to understand the context in which 
different design styles/trends/characteristics occurred. For example, seeing and identifying a motif is great, 
but if an individual has no idea (especially a designer) how/why the motif occurred, there is a danger of 1) 
applying in an inappropriate/inaccurate fashion, or 2) failing to be sensitive. 
• Enriches education, must know past to create future 
• Must know the past to design in the future. 
• Awareness of links between social behavior and interior, and knowledge of historic precedence. Conscious 
integration of such knowledge into their practice of interior design. 
• Students need to understand where design comes from and appreciate how it has developed through history. 
They also need a solid base in the principle of style in order to develop their own design style. 
• Not surprisingly, I think it is very important- more important perhaps than FIDER or the NCIDQ seem to 
think. A study of design history provides a connection between today's design and that from the past, 
emphasizes how environmental, cultural and socio-economic factors influence design, serves as a source of 
inspiration for today's designers or at least serves as a point of departure, and plays an important role in 
building the design vocabulary that sets us apart as a profession. It also elevates the status of the interior 
design profession, on par with architects who value an understanding of not only the historical but the 
philosophical and theoretical bases of design, as well. Interior Design of the 21st century does not and 
should not occur in a vacuum - we are all part of a larger historic content and context that ultimately 
separates what is fashionable from what is enduring. 
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Question 12: (cont'd.) 
• Without some knowledge of the past, students would be working in a vacuum. 
• It provides students a foundation upon which to move forward in their creative work (knowing where we 
have been stylistically can assist us in planning where we might go). It enables future designers to 
communicate with clientele regarding interior details, furniture features, decorative motifs, accessories, 
textiles, etc. It enables future designers to meet the needs of clients who prefer stylistic settings. 
• Essential. Helps people understand that interior design is part of cultural complex and is continually 
changing. Helps one to appreciate the material culture of the past still in use or on display today. 
• It can inform the design process when integrated into studio courses. 
• Provides background on theory, criticism and analysis. 
• Understanding theory, applications, context, how design reflects and shapes society, fun of learning. 
• First of all, I think that it is an excellent tool for the beginning interior designer upon graduation. It gives 
them immediate terminology and information that can be relayed to the client and in a professional manner. 
Young, beginning designers are not always appreciated by clients; however, if the client is exposed to the 
information that this "beginning designer" imparts, it does give the client more confidence in the designer's 
young status. Also, history courses are a foundation for understanding the continuity and growth of interior 
design and architecture as well. The history courses identify many of the architectural features we use in 
design today .... and impart the development of these features; for example, moldings, columns, entablatures, 
etc. I would consider an interior design program without history to be inadequate in relaying pertinent 
information to the student. 
• I have taught the history of furnishings for many years, and have found that American students generally 
have a limited understanding of cultural history. In studying history of interiors/furnishings, a student can 
develop an understanding of the connections between the fine arts, architecture and decorative arts. Since 
good interior design relies on completeness and attention to detail, the understanding of the historic 
materials, techniques, forms, uses etc. gives the student an appreciation/understanding that might otherwise 
be lacking. 
• History is an exciting laboratory for students to see how the basic elements and principles of design are 
applied to a wide range of projects. But perhaps more importantly, I think it is critical for students to 
understand the social forces that impacted the development of the built environment. My goal is to raise 
their sensitivity to the meaning inherent within interior space and objects, revealing a culture's value and 
belief system. 
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